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BCTVIIMTEJIBHOE CJIOBO

OpHvM 13 HanpasneHnin dopyma «OTKpbITbIE MHHOBALMW» ABMAETCA NPEe3eHTaLMA HOBEWLIMX 3anafHbIX U POCCUACKIX
MPOEKTOB U MAei B 0611aCT MeAMaNCKyCCTBa, 0bHApYHKeHWe CBA3EH MEeHAY UCKYCCTBOM, HAYKOM, 3KOHOMWKOIA, TEXHONOTUS-
MU.

KynsTypHasa nporpamma Ha PopyMe npuobpeTaeT efivHyio GopMy AMCKyCcum, nabopaTtopum U BbICTaBOYHOIO
MPOCTPaHCTBA. JTO CBOEro pofa YHUBEPCUTET C MOLLHBIM MOTEHLIMAIOM KOMMYHUKALMIA. 3afa4qa NpoeKTa — He TONbKO
NMpoe3eHTaLmMA MHHOBALWMOHHbIX MeAnapeLleHuid, HO Y MPOAYLIMPOBaHNE 3HAHWUM, OLLEHKA W MOHUMAHWE Ky/bTypbl.

CeroaHs o4eHb BarKHO 0603HAYUMTb, KaKylo Posib UFpaloT Meana B COBPEMEHHOM 06LLeCTBe, NofAepHaTh POCCUit-
CKMX aBTOPOB B CO3aHWW MHHOBALIMOHHbIX MPOEKTOB, NPOBEPUTL HMU3HECTIOCOOHOCTb IKCMEPUMEHTA/IbHOMO UCKYCCTBA
B Cpefe, rfe He JenatoTcA CKMOKM Ha BO3PacT M paAMKaibHOCTb MAEOOMMW, SICTETUKN U TEXHOMOMMN.

Hapeemcs, yto ayautopua ®opymMa nosy4mT yA0BONbCTBUE U HOBbIE 3HAHUA OT BCTPEYUU C MHTEPAKTUBHBIMU
MeauanpoeKTamu!

A  Onvra Iuvuiko (Poccns)

* HypaTop BbICTaBKK, 3aMeCTUTe/Ib reHepasibHOro AMpexkTopa no MHHoOBauUuAM B COBpeMEHHOM UCKYCCTBe
!-'I- MBO «MaHe».
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BbBICTABKA «[JU®POBLIE CHBI»

MapHukc ge Huiic. Pacnagatowmeca
nepcnexktusbl 2.0., 2012—2013. Bug nHctannaumm

BBICTABKA «II1®POBEIE CHBI»:
TEXHOIIOJINC «<MOCKBA»
14 OKTSBPS, 15:00—19:00
15 OKTSBPS, 10:00—19:00
16 OKTSBPS, 10:00—18:00

MeuTbl — 3T0 CHbl 0 ByaylleM, CBoeobpasHbIi Crocob NOAKMIOYUTLCA K BO3-
MOMHOW peanbHocTU. Ha 3ape uMppoBoIi peBooLMM NOABMAIOTCA BCe HOBble
cpefcTBa B3aUMOAEWCTBUA, KOTOpble OTKPbIBAIOT JOCTYM K NMO3HAHUIO rMbpua-
HOW cpefbl — HOBOIO MMPA, POMKAAIOLLErocA Ha NepecevyeHnn MaTepuanbHOro
NpOCTPaHCTBA U HeEMAaTepWaIbHOr0 MHPOPMALIMOHHOIO NOA.

Mpepyragatb, 4To *AET Hac B OyaylieM, 0BO/IbHO C/I0MKHO, HO OTHPbI-
TUA He BO3HMKAIOT camu Mo cebe, co3aeM 1 KOHCTPYMPYEM MX Mbl. XyOOHKHVKK
noAo6HbLI MHHOBATOPaM M NepBOMNpPoXoaLaM, a CobCTBEHHO NpoLLecc TBopYe-
CTBa — 3TO U306pETEHNE HOBOMO M BbICTPaMBaHMe LiefieHanpaBeHHbIX KOMMY-
HUKaUWIA, NO3BONAILMX CAMONAEHTUOULMPOBATHCA B HOBOM KapTUHE MUpa.

McryccTBO NpoBouMpyeT crnopbl 0 6yaylieM 1 0AHOBPEMEHHO MO3BOJIAET
NepeocMbIC/INTb CEMOAHALLIHION pPeasibHOCTb. XyAOHHMKM CO34A0T BO3MOMHbIE
CLeHapuv 418 MHHOBAUMIA 1 Nporpecca, aAanTMpoBaHHbIE K YeNOBEYECKUM
NoTpebHOCTAM U YCTPEM/IEHUAM B YC/TIOBUAX ObICTPOMEHSAIOLLErOCA U CJTIOKHO-
YCTpOeHHoro Mupa. IHHoBaumm He cnocobHbl porkaaTbCA B M30MALMM, MO3TOMY
TONIbKO MEANCLUMNIMHAPHBIN ONanor Mexay UCKYCCTBOM, HAYKOW U TEXHOMOMM-
el NOMOMKeT NpouTb CBET Ha byayluee, NobyrKaan rpesuTb 0 3aBTpaLLHEM [He.

MonaB Ha BbICTaBRy «LlMdpoBble CHbI» 1 B3aUMOAENCTBYA C MPOEKTaMu,
3puTeNb OKaXKeTCA B albTePHATMBHBIX MPOCTPAHCTBAX U MMOPUIHBIX MUPaX, CMO-
HKEeT CTaTb YacTbio LOMOMIHEHHOW peasibHOCTU. TeppuTopUA NpoeKTa ABNAETCA
cBoeobpa3sHoi nabopaTopued, rae XyAoHHUKM Yepe3 YyBCTBEHHOE BOCMpUATUE
OTKPbIBAOT 3pUTENIO NYTb K MHHOBaumAM. MapuaHo CapaoH genaet BUAUMbIM
TpaeKTopuIo ABUMKEHWA B3rNA4a YenoBeka. MapHukc ae Huic yepes «ToveyHble
o61aKka» BOCNPOM3BOAUT NaHOPaMbl FOPOACKUX NaHAWAGTOB, CKOHCTPYUPOBAH-
HbIX U3 MOTOKOB COLMasIbHbIX ceTel. «BoaHble caapl» KpucTel 3ommepep u Jlo-
paHa MUHbOHHO OTKpbLIBAIOT AOCTYN B BUPTYyasilbHOE MPOCTPAHCTBO, FAae Wi-
30pHble pacTeHWA pa3pacTaloTcA OT MPUKOCHOBEHWI 3puTena. B 3Tol ycnoBHoM
peanbHOCTU HAayKa NpeofoneBaeT TPAAULIMOHHBIE MPaHNLLbI, BEIXOOWT B cpeay
B3aMMOAENCTBUA C YeNIOBEKOM U AeNaeT MHHOBALIMKN OTKPbITBIMU A1A NO3HaHWA.




KYPATOPLBI BBICTABKU KOMAHJA TTPOEKTA
OJIBI'A HINIIKO

Poccus

,HI/IBAI;IH SKCITO3ULINA
OuHa KapamaH

MEXXIYHAPOOHBIV KOOPIIMHATOP

VcryccTBOBeA, KypaTop, npernoaasartesb, TeopeTuK. ApT-avpextop «Meauna ®opymar» MoCcKoBCKoro Ara Byamm

MerayHapogHoro kmHodectnsana (c 2006 roga) n MexayHapoaHoro cumnosvyma «Pro&Contrax» (2000,
2011, 2012, MockBa). Kypatop OTKpbITOl WKonbl MaHew/MeanaApt/lab. C 2013 roga — 3amectuTenb
reHepasbHoro gvpexktopa MBO «MaHer» no MHHoBaumAM B coBpeMeHHOM uckycctee C 2000 roga —
yupeguTenb LleHTpa RynbTypbl U UcKyccTBa «MeanaApT/labs.

[TPOOIOCEP ITPOEKTA
Onua MpaumkoBa

IOU3ANH
Onbra CenuBaHoBa

EJIEHA PYMSAHILIEBA

Poccnsa PYCCKWUY PEIJAKTOP

Kcenna Benmxosckan, OkcaHa AHapocoBa

Rypatop, npoatocep. C 2006 roga — nporpaMmHbin aupektop «Meauna ®opymMa» MocKoBCcKoro
MerkayHapoaHoro KuHodecTusana, ¢ 2012 roga — HavanbHUK OTAeNa 3KkpaHHol KynbTypbl MBO «MaHe».
Kypatop BbiCTaBoK: «30/10TOM Bek pycckoro aBaHrapaar (LIB3 «Mawne», 2014), «BUAEO-AbBIPbI: | do not know
what it is | am» (2012, LIB3 «MaHer»), NoKa3oB B pamkax MexayHapoaHbix dectusaneii: Oslo screen festival

(2014, Ocno, Hopeerwus), Soft control (2012, Mapu6op, CnoseHus) u ap. MpocTpaHCTBO BbICTaBKM «LIdpoBble CHbl»
P prbop P 3D-Busyanusauma: © JuHa KapamaH [TEPEBOJ]
Ennsaseta HOxakoBa

AHTJIUVCKUY PEOAKTOP
TobuH Aybep

BOPUC IEBEAKEP
Benvrus

XyOOorHWK 1 TeopeTuk, npenogaeT B LLKkone Mckyccts LUCA. B HacToALLMM MOMEHT ABNAETCA AUPEKTOPOM
Nabopatopun V2, MHMLMATOP NPOEKTOB, KOTOPbIE CTABAT MO BOMPOC W NMPO/IMBAIOT CBET HA aKTyaslbHble
npo6/ieMbl B UCKYCCTBE, TEXHOMOMMM, HayKe 1 obLuecTBe. MiccneayeT MexavcumnaMHapHele TpaHchopmamm
1 MyTaLWn pas/iyHbIX Meauna.




IMUTPUN TAJIKVH

BOPVC NEBAKEP }
DIGITAL CULTURE: 'OPM30HTHI NCKYCCTBEHHOHM JKUU3HU

M30BPETAS BOOBPAXXEHHUE

Mbl MOrpy3unncb B MUp TEXHOMOMMIA, efiBa MOHMMasA, KakuM 0b6pa3oM 3To npousolusio. Co3aaeTca BnevaT/ieHne, YTo Tex-
HOMOrMM BOPBA/IUCh B HALLY MW3Hb U3 KaKOWM-TO APYrovi BCeNIEHHOW, YTOObI OTKPbITL ABEPY B HOBbIN MUP, O KOTOPOM
Mbl AiaKe 1 MeyTaTb He Morin. Ho Kak 6bl To HU 6bINI0, TEXHONIOTMM — 3TO He YTO-TO OTAENbHOE OT 06Leli ncTopumy,
YTO-TO BbIpBaBLUEECA 3a NpeAesibl HALero BOObparKeHWs, HANPOTUB — CO34aBan HOBOE TEXHOJIOTMYECKOE NPOCTPAHCTBO,
Mbl B KOHEYHOM CYeTe BOTMJIOLAEM Hally 06LLy0 MeuTy.

MbITascb NpoaHaNM3MpoBaTb UCTOKM TEXHOOMMIA U TEM CaMbIM HATW NPaBUIIbHbIA MyTb UX AaSIbHENLLEr0 pa3Bu-
TUA, Mbl CMOTPUM Ha HUX Yepe3 NPU3My TaKUX MOHATUI KaK KPeaTUBHOCTb, HAYKa WU MHHOBALMW, YTO B UTOre NpUBOAUT
K W/IH031K, YTO B OCHOBE BCEO JIEHKUT KpaiHe paLMOHasIbHbIN, YNOpALOYEHHDBIN MUP, OCHOBAHHBIN Ha JIMHEHOM Nporpec-
ce, CTpeMsALLEeMCA K BECKOHEYHOCTW.

MopobHoe NpefcTaBneHUA 0 Nporpecce NpUBOAAT HAC K PeaNIbHOCTU, F4e HALM NMOACO3HATESNbHBIE HeNaHuA
0 JIMHENHOM pasBUTUM MOTYT CTATb MNPUYMHON 6/TOKMPOBKU HALLEro BOOGparkeHus (KOTopoe, COBCTBEHHO, U NO3BONAET
NoABNATHCA MHHOBALUMAM). ECiv TexHONOMMM yNpasnAoT HALLKWM BOCMPUATUEM MUPA — MOMET ObITb HAM CTOUT MOBEPHYTb
Ha3aj 1 BHOBb 06paTUTbCA K MCKYCCTBY KaK MMaBHOMY BU3WOHEPCKOMY fapy YenoBedecTBa? ToNbKO B TBOPHECTBE Yeso-
BEK AECTBYET HE paLMOHa/IbHO — BbIPAMKAET CyTb [10 TOr0, KaK CaM MOWMET, KTO OH TaKoMi. [03ToMy TOIbKO BOCMPUHW-
Mas MUp TEXHOOMUI Yepe3 NPU3MY Ky/bTypbl, Mbl CMOXEM COXPaHWUTb NPaBUIbHOE HarpaBs/ieHWe, a MHavye 06 CTUHHOM
Lieniv nerko 3abbiTb B MPOLIECCE NIErKUX MOBEPXHOCTHBIX Nobep nporpecca.

Xy[OXHUK 1 TeopeTuk, npenogaeT B LLUKkone Mckyccts LUCA. B HacToALLMM MOMEHT ABAETCA
OvpeKTopoM JlabopaTtopun V2, MHULMATOP NPOEKTOB, KOTOPbIE CTaBAT MoJ BONPOC ¥ MPO/IMBAtOT CBET

" Ha aKTyasibHble NPobIEMbI B UCKYCCTBE, TEXHOOMMK, HAyKe 1 obllecTse. MiccineayeT MeancumniMHapHble
——= TpaHcdopMaLMM N MyTaLMKM pas/IMYHbIX Meauma.

‘! Bopuc Hebaxep (Benbrus)

Ewe B ganeknx 1960-x 3HaMeHWTbIN KaHAACKUIA TeopeTUK Meana MapLan Makrio3H Ha3Ban COBPEMEHHOE UCKYCCTBO «CU-
CTEMOI paHHEro 0OHAPYMKEHMA TOr0, YTO C HaMK ByaeT Aanblies. ITOT HECKOIbKO MUIIMTApUCTCKUIA 06pa3 MOLEPHUCTCKOMO
aBaHrapfa BroJiHe NMPUMEHVM K Xy[0eCTBEHHBIM 3KCMNepYMeHTaM MMOHEPOB TEXHOOMMYECKOr0 UCKYCCTBA, BAOXHOBNABLUMX-
CA NepefoBOVi HAYKOMN TOro BpeMeHW. IMeHHO XyA0HHVKN OTKPbIIV B KOMIMbIOTEPHBIX TEXHOMOMMAX TOT KPeaTUBHBIN U KyNbTYp-
HbIi MOTEHLMAN, KOTOPbIV Tak GypHO 1 peBOOLMOHHO NpoABucA B 1980—90-x. IMEHHO Xy[LOMHVKM 3arNAHYIN B CYLLECTBO
TEXHOOrMYECKMX MHHOBALMIA, KOTOPbIE HAXOAAT OTK/IMK HA CAMOM [Tly6MHHOM YPOBHE B3aVMOLEWCTBUA C YENTOBEKOM.

CoBpeMeHHan LMdpPoBas KynbTypa MHOMMM 06A3aHa TEM CMESTbIM SKCNEPUMEHTAM, KOTOPBIE XYAOHHUKN BMECTE C y4e-
HbIMW OCYLLECTBAAT He TOJbKO B «HEMTPASIbHbIX BOAAX» MEHKAY HAYKOW U UCKYCCTBOM, HO W, COBCTBEHHO, HA UX 3aKOHHbIX
TeppUTOpUAX — B NIA60PATOPHAX, MACTEPCKUX, HAYUHBIX M apT-LIeHTpax, KoprnopaTuBHbix R&D cTpykTypax. Tak 6bino ¢ pobo-
Tamu-ckynbnTypamm Hukons LLoddepa n 3aBapaa MrHatoBuya (coBMecTHO ¢ nH#eHepamu Philips), nHctanaumamm Kpuctbl
Commepep 1 JlopaHa MUHBOHHO (COBMECTHO C AMOHCKMMM 1 GPaHLY3CKUMU TeNeKoMamm) U APYrMU.

B 3TOM OTHOLLIEHUN TBOPYECKOE «BAPEBO» MAEN, KOHLIENLMN, MERANCUMINIIMHAPHBIX pabounx rpynm, MHALMATVB
1 NPOEKTOB, KOTOPOE BO3HMKAET B MOJe CUHEPI N UCKYCCTBA W HAYKKW, MOXET BMOJIHE MOC/YKUTb MOAENbIO MW MHBApWaH-
TOM OTKPbITbIX MHHOBaLWI B MO/IHOM COOTBETCTBUM C UAEO0N0rnelt NocneaHyx (MpaBaa, XyAOHHUKAM cama MHTYULMA open
innovations, BepoOATHO, 3HAKOMA JOBOJIbHO AABHO).

OpHako Bceraa cnefyeT MOMHUTD, YTO COBPEMEHHOE LIMPPOBOE UCKYCCTBO OCTAETCA He MPOCTO 3KCNEPYMEHTOM
C TEXHOJOTNEl — XYAOHHUK SKCNEPUMEHTUPYET CO CMbIC/IaMK, C NMPOBOKALIMAMMU U HeCTaHAAPTHBIMU TOUKamm 3peHunA. Vckyc-
CTBO — 3T0 BbICKa3biBaHWe. Hepeako KpUTUieckoe, «<HeKOMPopTHOe». COBPEMEHHOE UCKYCCTBO 06PALLAETCA K TEXHOOMMAM,
YTObbI HAYATb C UX MOMOLLBIO HACTYMNEHUE B GOPME MUCC/Ie0BaHS, TBOPYECKOV NPOBOKALMM U KPUTUYECKOTO pa306/1adeHus.

Ovntpuia Fankuu (Poccus)

[lokTop drnocodckMx HayK, OLEHT UHCTUTYTa MCKYCCTB U RyNbTYpbl HaumoHansHoro
“ccnenoBaTenbckoro TOMCKOro rocyfapCTBEHHOO YHUBEPCUTETA.




CXEMA 3KCITO3MLIVHM BBICTABKHY «UUDOPOBBIE CHBI»
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15 OKTABPHA, 10:00—19:00
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A, B, E, F — Bxopa Ha nnowaary Popyma

MAPHMKC IOE HUWC

PACMALAIOLMECA
MEPCMEKTUBbI 2.0

MAPHWAHO CAPJIOH,
MAPHMAHO CUTMAH
CTEHA B3r 14708

XV I3EMHWH
HYJIEBAA BbICOTA

VUHACTHVIKHM BBICTABKH «JUDPPOBBIE CHbBI»

= KPUCTA 30MMEPEP,
*. JIOPAH MMHBOHHO
BOAHbIN CALL

@ Rﬁﬁﬁ’.l" I[TPOEKT «CMEPTD

@ﬁ:ﬁﬂ TAPEJIKMHA»
LTI

MAPHSA CAKHMPKO
BOOBPAXAEMAA ®OTOI PAGUA
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Mpoatocep: MapHuKkc ge Huic, Pottepaam

MporpamMMHoe obecneyeHune: Aptem baruHckuin, Jlabopatopusa V2_, PoTTep-
Aam, HuagepnaHgpbl

Co-npogatocep: Jlabopatopua V2_, Pottepaam, Huagepnangpl
PeKOHCTPYKUUA n3obparxenna: Mat besbaH, CebactnaH Kox, beHxameH
Jliok, npodeccop Muxasnb losenb, JapmwTraar, lepManma

®uHaHcoBasa noapepKa: PoHg Mckycctso u KynbTtypa (Pottepaam), ®oHp
MongapuaHa (AMctepaam), DoHA noaaepHku uckycctea (Huaepnanabl)

B npoexte «PACMALOAIOLLMECA NEPCMNEKTUBDI 2.0» ae Huiic npogonaet
nccneaoBaTb penpeseHTalmy ropoACKo cpefibl BO BCEMVPHON NayTUHE 1 paccy-
HOATb O 3HAYUTENbHON PONIM 3TOTrO 06pa3a B KOHCTPYMPOBAHWM HALLEro BULEHNA
MUpa 1 B KOHEYHOM CHeTe TOro, YTO Mbl BOCMPUHUMAEM B KavecTBe peasibHOCTY.
MoceTuTenb nepemelLaeTcA No ayamo-su3yasnbHOMY ropofCKoMy naHAawadTy, Bbl-
CTPOEHHOMY U3 «06/1aKOB TOUEK CKAHMPOBaHWA». ITU «TOYEYHbIE 06/1aKa» CreHe-
pUpOBaHbl U3 OHMAMH Beb 2.0 GoToKoNEKLUMIA, HAMOJ0OME TeX, YTO MOMHO HAMTV
Ha Flickr. lopoackue naHawadTbl CKOHCTPYMPOBAHBI C MOMOLLBIO MHHOBALMOHHOM
TexHonorum 3D ckaHMpoBaHWA, KoTopadA NpUAAET UM COPPEASIMCTUYHYIO NpU3paYy-
Hyto atMocdepy. KoHTEHT A/1A TpexMepHOro ropoAcKoro nanfwadTa npefocTas-
NAETCA No/b30BaTeNIAMU COLMANIbHBIX Meauannatdopm. MporpamMa aHanmsupyet
GPS T3rv Bcex poTorpacduii, LOCTYMHbIX HA POTOXOCTUHIAX, U PEKOHCTPYVpPYET
400 cambix nonynsApHeIx MecT B 3D. B paboTe BOCMPOU3BOANTCA MUP COMMACHO
TOMY, KaK OH doTorpaduyeckn NpeacTaBneH B CETU.

Mrpas c BO3MOMHOCTAMM, NPeoCTaBIAEMbIMU COHeTaHNEM ABUMHKEHNA
1 TPEXMEPHOIO MHTEPAKTUBHOMO M306pa3nTeNbHOMO pALa, aBTop NO3BOSAET
3pUTENIO NEPEHUTL OMbIT MHTEHCUBHOMO MOrPy*KeHUA B NpocTpaHcTeo. OaHaKo
npeasioXeHHoe NPOTUBOPEYNT PeasibHOCTU GU3NHECKOTO U UMIIOCTPATUBHOMO
BOCMPUATUA, CTA/IKMBAA €€ CO CMEMKHbBIMU MPU3PAYHLIMU N306ParKeHNAMM.

MapHuxkce ne Hunc
(Hnwpepnanpwst)

Pogunca B ApHeme, Hugepnangpl. Huset

n pabotaet B PoTTepaame. MNvoHep ron-
NaHACKOro Meaua UCKYCCTBa. XyAOHHUK
MCNOJb3YeT BbICOKOTOUHYIO MEXaHWUKY,
HoBelLLee NporpaMMHoe obecrneveHue

1 NepefoBble TEXHONOMMW ANA CO3AaHNA
VHTEPaKTUBHbIX NMPOU3BELEeHui, KoTopble
B3aMMOJENCTBYIOT CO 3pUTENbCKUM BOCMPU-
ATVEM U300parKeHUA, 3ByKa 1 ABUMKEHUA.

B cBoux npoekTax Ae Huiic nccnepyet, Kakum
06pa3oM coBpeMeHHas TeXHOorn4ecKan
Ky/bTypa BO3[eNCTBYeT Ha Halln YyBCTBa

1 hopMupyeT crnocobbl Hallero BoCnpws-
TnA. B npouecce co3gaHva MHCTaNNALMA

ne Huiic coTpyaHuyaet ¢ Meananaboparto-
pvamu (Hanpumep, V2_Lab B PotTepaame,
HvpepnaHabl), yHuBepcuTeTaMu (Hanpumep,
[apMLITaATCKUM TEXHUYECKWM YHVBEPCH-
TeToM, [epMaHuA) 1 BbICOKOKBANMPULN-
poBaHHbIMK pa3paboTunkamu. HecMoTps

Ha To 4To MapHMKC GOKyCHpyeTCA Ha TeXHO-
JIOrUK, eMy BaXKHbI U pa3Mepbl MHCTANAALMUK,
1 paboTa ¢ MaTepuanamu. PaboTel ge Huiica
BbICTAB/IANNCD B XyAOHECTBEHHbIX MHCTY-
TyTax, My3efx 1 Ha pecTuBanax no Bcemy
mupy. OH ABnAeTcA obnagatenemM npemum Art
Future (Tavnei4, 2000), a Tak*Ke NOYETHbIX
npemuii Transmediale (bepnuH, 2000), Vida
5.0 (Magpwa, 2002), u Prix Ars Electronica
(J/lnHy, 2001 1 2005). B 2005 rogy 3a cBoe
TBOPYECTBO OH Obli/1 YAOCTOEH NMPECTUHKHOM
roNNaHACKoN Harpaabl B 061acTi UCKyccTBa
n TexHonoruii Witteveen & Bos.




[Mpedcmasbme Kpyanyto KOMHAMY, 4acmb CMeHbl HUMKE JIeNHUHbI UeslUKOM
3anosiHeHa 8000, No Komopol pasbpocaHbl pacmeHusl, UX NPO3padHobie
Jlenecmku uHoz20a omJiuBarom 3efeHbiM, UHo20a — JIUN0BbLIM.

CnokotliHas muxas cmosyas 8oda omparaem pazbpocaqHble No ee Nosepx-
HOCMU UBembi, Kos1ebaHus 0MMmeHKOB MUMOJIeMHbI, C BOCXUMUMEIbHbIMU
HIOAHCAMU CKAa304HO20 U3ALLeCcmBa.

Knoo More

«BOJHbIN CAO» — WHTEPaKTMBHAA MHCTANALMA, KOTOpaA NepeHoCuT noce-
TUTenen B BOOOGparKaeMblii MUp BUPTYasbHbIX BOAHBIX CAJ0B, BAOXHOBIEHHbIX
no3aHMMM KapTuHamu cepumn Knoga MoHe «BogaHble niunumn» n ux naHopamHom
pa3seckori B My3ee OpaHepu B lNapwue. LLIMpoKne ropn3oHTasibHble 3KpaHbl
MO3BONAIOT 3pUTENIAM MbIC/IEHHO MOrPY3UTHCA B BUPTYASIbHYIO KapTUHY BOAHOMO
capa. Kak TonbKo noceTuteny NpubnKaoTCA K aMdopam, pacTeHns pacnosHa-
I0T X MPUCYTCTBME, N HA 3KPaHAaX BO3HMKAET NMPOEKLMA pacTyLLMX BUPTYaSIbHbIX
BOJHbIX Caf0B. PacTeHnA ynaBnvMBaloT pa3HOCTb 3NEKTPUHECKNX MOTEHLIMAO0B
Medy TesIOM NoNb30BaTe A U OKPYHaloLLen CpefjoV, KoTopaA UHTepNpeTHpY-
€TCA KaK 3/1eKTPUYECKMIA CUIHAN, Onpeaensiowmii, Kakum obpasom byayT pactu
BUPTyanbHble 3D pacTeHnA Ha MPOEKLMOHHOM 3KpaHe.

BupTyanbHbii npya B «<BoaHOM cafe» CTaHOBUTCA 3epKanoM peasib-
HOCTM BMpTyaNbHOro NpocTpaHcTBa. MogobHo ToMy, Kak MoHe yaanocTb
BOM/I0TUTb [ABa CJI0A peasibHOCTH, Pa3MbIB FPAHULIbI MEXY «HACTOALLIMMMN»
1306parKeHNAMMN PACTEHUIA U UX OTPAKEHUAMU HA NOBEPXHOCTU BOAbl, «BoaHbIN
caf» co34aeT cpasy HeCKOJMIbKO C/I0eB MOCPeACTBOM CTUPAHNA MOPOroB Mexay
HACTOALMMM PaCTEHNAMU, BUPTYaNbHLIMK PACTEHNAMMN Ha IKPaHe 1 Ux oTpa-
YKEHHBIM BUPTYasIbHbIM 06pa30M Ha NMOBEPXHOCTW BUPTYasilbHOM BOAI.

«BogaHbiii cafi» 6bin paspaboTtaH B 2004 rogy ans Joma Lluceiino
B [MH3e, Tokwuo.

Kpucra 3ommepep (ABcTpusi),
JlopaH MuHboHHO (DpaHuns)

Kpucta 3ommepep u JlopaH MUHbOHHO —
NpU3HaHHbIE BO BCEM MUpe MeAnaxyAoMHWKN
n nccnegosatenn. COBMeCTHO OHM co3ganm
0KOJ10 20 MHTEPAKTUBHbBIX XYA0HECTBEHHbIX
npousseneHuit. 3T paboTbl 4EMOHCTPUPO-
Ba/IMCb MO BCeMy MUpY npuMepHo Ha 200
BbICTABKax; OHW BbICTaB/IEHbl B MeAnaMy3enx
1 MeAMAKOIIEKLMAX pasHbIX CTpaH. ViHTepak-
TVBHbIE paboTbl 3oMMepep U MUHBOHHO 6bin
Ha3BaHbl «3M0Xa/ibHbIMW» 3a pa3BUTUe Npu-
POAHBIX Y MHTYUTUBHBIX MHTEPGECoB 1 3a Ya-
CTOe MPUJIOHKEHNE HayYHbIX NPUHLMMNOB
(TaKMX, KaK NCKYCCTBEHHAA MM3Hb, KOMM/IEKC-
HOCTb U reHepupyioLLMe CUCTEMBI) K CBOVM
HOBaTOPCKUM NpoeKTaM uHTepdeiicos. OHn
noJsly4ann BaxHble MexayHapoaHble Harpaabl
B 06/1acTV Meaua, cpeam nNpoymnx «3010Tyio
Huky» Prix Ars Electronica 3a uHTepakTuBHoe
nckycctBo B 1994 rogy (Jlvxu, ABCTpusA).

10 net aBTOpbI NpopaboTanmn B KayecTse
uccnefoBaresneli v npodeccopos B nabopato-
puax ATR (KuoTo, Anonua) n IAMAS (Oraku,
AnoHWA), a cevac BO3rnaBnAT oTAeNeHne
KynbTypbl nHTepdelica B YH1BepcuTeTe UCKYC-
cTBa U An3anHa B JluHue (ABcTpuA), KoTopoe
CO3AaHo AnA UCCnefoBaHNA MHTePaKTUBHOMO
MCKYCCTBa, MHTEPaKTMBHOrO Meaua 1 au3an-
Ha uHTepdeiicos.
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«CTEHA B3IrnNAA0B» — nonuakpaHHaA UHCTaNNALMUA, B KOTOPOW 3puUTenn
MOryT HabnoAaThb, Kak U306parKeHWs NopTPeTOB NocTeneHHo GopMUpyTCA
13 TpaeKToOpUil YenoBeyecknx B3rnAfoB. B xoae akcnepvMenTa B Jlabopato-
pUV UHTErpaTUBHOM HeMpoHayKku B byaHoc-Alipece ¢ nomolLpbio eye-Tpekepa
OTC/IEKMBANNCH ABVMKEHUA a3 y4aCTHUKOB 3KCNepuMeHTa. B TeyeHne 8
CeKyHA UM AeMOHCTPUPOBAIOCh MOPTPETHOE U306parkeHue, B TO BpeMs
Kak eye-TpeKep 3anucbiBas ABUMKEHME a3 N0 KapTUHKe. TpaeKTopuu Bcex
B3r1A40B HAKNAbIBANMCh APYr HA Apyra, @ U3 BOCNPOM3BOAMMBIX U306parke-
HUI reHepuposasnocb HD-Buaeo.

Llenb npoekTa «CTeHa B3rnAA0B» — HapALy C BUAWMBIMU YacTAMU
NMLA NoKa3aTb U Te, YTO OCTAKTCA «HEBUAVMBIMU», NMOKA BHUMAHUE CKOHLEH-
TPUpOBAHO B Apyroi 061acT NopTpeTHOro nsobpaeHus. NpoeKT obpalua-
€TCA K 0OCHOBAM Hallero 3HaHWA 0 APYrux N0AAX, UX MLaX U 0 TOM, Kak Mbl
UX BOCTPUHMMAEM.

Mapuano CapnoH
(ApreHTunHa)

XynoHuk. Pogunca B ropoge bava-bnaHka,
ApreHTuHa. Mpodeccop 1 rnasa nporpam-
Mbl DNIEKTPOHHOIO UCKycCTBa HaumoHanb-
Horo yHuBepcuTeTa Tpec ge ®ebpepo

B byaHoc-Aipece. C 2004 no 2013 rog

6bI1 HAYYHBIM KOHCYNIETAHTOM MPOrpamMbl
MHTEpaKTMBHOro nckycctea poHaa Telefénica
(ApreHTMHA) U KOHCYNBTAHTOM MPOrpamMMbl
«McKyccTBO, HayKa v TexHonornm» GoHaa
[annana Nlanrnya (MoHpeanb, Kavaga). Pa-
60TaeT Ha NepeceyeHnn NCKYCCTBA U HAYYHbIX
OUCLMNAMH, YTO BKIOYAET reHepaTuBHble

N UHTEPaKTVBHbIE TEXHONOMUM U HEKOTOpble
Hay4Hble napagurMbl U npoueccsl. B HacTo-
fAllllee BpeMA 3aHMMaeTCcA UccefoBaHNAMU
Ha nepeceyeHnn HEMPOHAYKM U NCKYCCTBA

B COTPYAHMYeCTBe C HenpoyyeHbiIM MapuaHo
CurmMaHom.

MapuaHo Curman
(ApreHTuUHa)

Pogunca B bByaHoc-Alipece. Chepa ero Hayu-
HbIX MIHTEPECOB NEXUT B 0611aCTU BOCTIPUATUA,
MPUHATUA PeLleHnii n co3HanmA. Ero pabota
BHK/IIOYAET KaK Hay4Hble NCCeaoBaHua, Tak

1 MPOEKTHI B 06/1aCTW UCKYCCTBA B COTPYAHM-
yecTBe C XyAorH1KoM Mapuaro CapaoHoM.
OcHoBartenb v rnasa Jlabopatopuio UHTerpa-
TUBHON HelipoHayku (2006) B YHuBepcuTeTe
TopryaTo au Tenba (ByaHoc-Alipec).




Wuctannauma «<HYJIEBAA BbICOTA» cOCTOUT U3 HECKOMBbKMX MOHUTOPOB,
3aMaCcKMpOBaHHbIX MOA WMIOMUMHATOPLL. Ha BMAeo noKkasaHbl OKeaHckme

BOAbI C ApeidYIOLLMMM HA HUX 326POLIEHHBIMM U 3arpA3HEHHLIMU 06 bEKTaMK,
YTO CUMBOJI3UPYET OTPbIB U OTYUYKLAEHWE OT KyNIbTYPHOIO MeHCTpuMa. [peid
06BEKTOB Meray MOPCKUM IHOM U €ro NoBepXHOCTbI0 CO3JaeT ollylieHue ABu-
HKEHUA 1 HEeCTabunbHOCTU. O6bEKTBI HAMOMUHAIOT 06 OCTATKax pasHbiX KybTYP
¥ 3nox. MiHoraa oHW yaapaTca 06 oKHa, MHOrAa YNbIBAKT BAA/b, Bbl3blBas
pe30HaHC MeXy 3puTeneM 1 06 bEeKTOM HabnogeHUA. [JaTuuku cCUnTbIBaAOT
NpUCYTCTBUE 3pUTENEN U AKTUBMPYIOT BUAEON306parKeHue.

Xy LIzeMuH (Kutan)

Xy LiseMuH poauncs, ®uBeT 1 paboTtaet

B LLlaHxae. OaMH 13 NMOHEepoB UCKyCCTBA
undpoBbIX MeaMa 1 BUAEO B COBPEMEHHOM
Kutae. B dokyce ero TBopyecTBa eiMHoBpe-
MEHHOCTb MPOLLOro v byayuiero. XyaomHUK
BOCMPOU3BOAWT U aHANM3NPYET 3Ty Temy

B pasHblx Meaua, oT dpoTorpadum, Buaeo

N UMPPOBbLIX UHTEPAKTUBHBIX TEXHONOM NI

[10 apXMTEKTYPHbIX HACIOEHUI C My3bl-
KafibHbIM conpoBoXKaeHueM. Xy LiseMuH
NPUHUMAN y4acTve B MHOMOUUCIIEHHBIX
npoeKTax u BbicTaBnAnca B LleHTpe coBpe-
MeHHoro uckyccrea P. S.1, Hbro—l7I0pH, CLUA
(2006), B My3ee coBpeMeHHOr0 UCKYCCTBa

N Xy[oecTBeHHOM My3ee CMapT, YuKkaro;
XynoectBeHHOM My3ee CnaTTna; Mysee
CaHTa bapbapsbl; My3ee Buktopuu n Anbbep-
Ta B JloHooHe un Hause der Kutluren der Welt
B bepnuHe (2005/2006), HauvoHanbHoOM
XyfoecTBeHHOM My3ee [leknHa (2005),ra-
nepee LaHxApT H-Space, LLlaHxan (2005),
5-i LLlaHxarcKoii bueHHane, XynomecTBeH-
HoM Mmy3ee LLlanxas (2004).
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doTorpadua noABnAeTcA B MOMEHT B3auMopeicTaua poTorpada 1 oKkpya-
loLLel peanbHOCTH, B MOMEHT ee nepeocMbiciieHnsa. PoTorpadua COOTHOCUTCA
C [efCTBUTENBHOCTBIO, HO He ABNAETCA ee YacTbio, a HA060POT — BH/OYAET
[efCTBUTENBbHOCTD B Ce6A, MPOMCXOAUT U3 Hee, HO, TPaHCPOPMUPYACH NoJ, B3-
rnagom ¢oTtorpada, BLIXOAUT 3a ee rpaHuLibl, NpeofoneBas peasbHOCTb. B 3ToT
MOMEHT BO3HMKaeT BoobparkaeMoe NnpocTpaHcTBo dpoTorpadum.

YTo TaKoe Boobparaemoe NpoCTPaHCTBO W YTO TaKoe AelcTBUTESNb-
HOCTb? B KAKOM KOHTEKCTE Mbl MOMKEM FOBOPUTL O HUX M 0CO3HABATb WX?

[InA Xy[OMHUKA 3TN BONPOCHI CBA3aHbl C MaTEMaTUHECKNM KOHTEKCTOM, a Ye-
pe3 HWX NpoABnAeTCA CBA3b PpoTorpadum 1 MaTeMaTuki. B MaTemaTnieckom
MUpe CYLLeCTBYIOT MHUMble, BOOBparKaeMble YMACNA, KOTOPbIE Mbl HE UCMONb3Y-
€M B peasibHOM *u13HU. OHW BbInM co3haHbl ANA pelleHna MaTeMaTUHeCKuX 3a-
[ay, a NPOCTPAHCTBO 3TUX YNCEN MOSIHOCTHIO CKOHCTPYMPOBAHO MaTeMaTuKamu.
B 3TOM npocTpaHCTBe CTaHOBUTCA BO3MOMKHbBIM peLleHne Nioboro ypaBHeHWs,

a B OCHOBE «KOHCTPYKLIMW» NIEXUT MPEANoNIOHeEHe 0 TOM, YTO Mbl MOXeM Bblit-
TV 32 rpaHuLbl AeCTBUTENBHON OCK, MPeosoneTh ee. B MaTeMaTyKe CTaHOBUT-
CA BO3MOMHBIM YBUAETb TaK Ha3blBaeMble BOOOparkaeMble YNC/A, & MOXKEM Nn
Mbl yBUAETb Boobparkaemoe doTtorpadum?

B 370 6eckoHeyHoe BoobparkaeMoe npocTpaHcTBo Mapua CakvpKo
nomMetuaet poTorpaduio n coeguHAET ABa C/I0A — BU3YASIbHBIA 1 MaTeMa-
TUYECKUIA, Npeanaran 3puTesto Yepes 3To CoeIMHEHVE MPOHUKHYTL B ApYryto
LeNCTBUTENbHOCTD.

Mapust Caxupko (Poccus)

XyaorHuua. Poamnack B MockBse.
OKoHuYMNa MexaHMKo-MaTemMaTnyeckuin da-
KynbTeT MIY, ceilyac aBnAeTcA CTyAEHTKOWM
OTKpbITOM WKOMbI «MaHew/MeanaApT/iab»
1 obpasoBarenibHoi nporpammbl «doToae-
naptameHT.UHCTUTYT». [puHMMana yvactue
B MHOTOYMC/IEHHbIX BbICTABKaXx, Cpeau
KOTOPbIX BbICTABKM B paMKax napasiesibHbix
nporpamm MaHudecta 10 1 MocKoBcKol
DoTobMEHHANE, @ TaKMKE B paMKax NpoeK-
ToB Houb HoBbix Meaua (Hukono-/leHnBeL)
1 Monogan ¢oTorpadus. B cBonx pabo-
Tax UCNosib3yeT U U3y4YaeT BO3MOMHOCTH
doTorpadum Kak HacTu MeMancKyccTBa.
Ee nHTepecyeT o6HapyeHve HOBbIX CBA3el
1 coefinHeHuin. C NOMOLLbIO KOTOPbIX OHa
roBOPUT O TOM, YTO OKpY*KaeT Hac B Mo-
BCeIHeBHOCTW. B npoekTe «Boobparaemasn
doTorpadua» Mapua obpaliaerca K cBoeMy
MaTemaTuieckoMy 63KrpayHay, BblCTpavBas
cBA3b Mexay poTorpadueii u MaTeMaTUKO
1 0CO3HaBanA Yepes Hee CBOV JIMYHBIN Nepe-
XOA, OT HayKM K UCKYCCTBY.




MHtepakTtnBHasa nHctannauna «CMEPTb TAPEJIKUHA» co3naHa B gononHe-
HVe K OQHOVMMEHHOMY CMEeKTaK/Io, MpeMbepa KoToporo 26—27 nioHA B Mockse
1 10 wions 2014 roga B CankT-MeTepbypre cTana ApKUM cobbITMEM B TeaT-
pasibHOM *U3HK 06eunx ctonul,. NocTaHoBKa aKkTyanm3npyeT KIAcCMYecKyto nbe-
cy Anekcanpgpa CyxoBo-KobbinvHa, TpaHcpopMmpys ee B MOKbIOMEHTapH-CreK-
TaK/lb HA OCHOBE HallyMeBLUel nctopum 3aeapaa CHoyaeHa.

WHcTannAumAa Bcnea 3a CnexTak/ieM NpofosiHaeT ucciefoBaHne ui-
JII030PHbIX BO3MOMHOCTEN HALLEro Tesla U Mo3ra, Yesl0BeYECKY0 MOEHTUYHOCTD
B pacKonax NpoCcTpaHCcTBa 1 BpeMeHW. BmecTe ¢ TeM, B ee 0CHOBe — OCTpble
TeMbl COBPEMeHHOro 06LLecTBa, Nperae BCero BONpochl 0 A4oNyCTUMOCTH Mo-
BCEMECTHOrO HerylacHoro HabnogeHUA n banaHce MerKay 3almTon NepcoHasb-
HbIX AaHHbIX M 06ecrneyeHneM HaLoHa IbHOM 6e30MacHOCTY.

EBrenus ITonnHuHa, Bepa
KonsuioBa, PomaH KyTHOB,
Anexcanzp Jlewes, ['ne6
Heuaes, MapuHa Paro3suta,
Mapwusa Coxon, Bnagucnas
[Ilewanesny, Tpu y4acTumn
Ceprest Orupu (Poccus)

CTyAeHTbl OTKPBITON LWKoNbl «MaHem/Me-
nnaApt/lab» 06beAMHUANCL ANA Co3haHWA
My/bTVIMEANAHONO MOKbIOMEHTapU-CNeKTaKkA
«CmepTb TapenkuHa» B 2014 rogy. OTKpbITan
wKona «Maxex/MeanaApT/lab» npencras-
NIAET CBOEro poAa fabopatopuio, MOABUMHKHYO
CTPYKTYpY, B paMKax KOTOpOIi OpraHn3oBaHa
MHTEHCMBHAA TeOpeTUYeCKan 1 NpaKTuyeckan
paboTa ¢ akTyanbHbIMK MAeAMH, Mpobre-
Mamu 1 NpoeKTamu B 06/1aCT COBPEMEH-
HOW MeAnaKynbTypbl. B pamkax npoekTa
CTYLAEHTbl 06beAUHNANCL ANA CO3AaHWA
e[IMHOro Npon3BeAeHNA B TECHOW MHTerpaumm
C MOrpaHNYHbIMK AucumnaMHamMn. ABTopos
VHTEpEeCyoT NpobieMbl COBPEMEHHOMO
LndpoBOro NPOCTPAHCTBA, MHGOPMALIMOHHbIX
NMOTOKOB 1 Neperpy3oK, BOMPOChI 0 A40MNYyCTU-
MOCTU MacCOBOI0 HernacHoro HabnoneHus

1 6anaHce Meay 3alUMTON NepCcoHasnbHbIX
[aHHbIX 1 06ecrneyeHneM HaLMOoHasbHO
6e3onacHoCcTL.
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INTRODUCTION

One of the directions of the Open Innovations Forum is to present the newest Western and Russian projects and ideas
in the field of media culture. The Forum seeks to identify connections between art, science, economy and technologies.
Its Cultural program takes the united form of an open platform exhibition space. It is a sort of a university with a mighty
potential for communication. The project’s objective is not only a presentation of innovative media solutions, but also
a production of knowledge, assessment and understanding of culture.

Today it is important to define the role that media plays in contemporary society, to support Russian authors
in creation of innovative projects, to test the viability of experimental art in an environment, where no allowances are
made for age, ideology, aesthetics and technology.

We hope that the Forum’s audience will be pleased while learning with interactive media projects!

A Olga Shishko (Russia)

ﬁ Curator of the exhibition "Digital Dreams", deputy director of innovations in contemporary art
r" MEH “Manege”.
1

i —

Marnix de Nijs. Exploded views 2.0., 2012—2013.
Interactive installation

EXHIBITION "DIGITAL DREAMS™":
TECHNOPOLIS "MOSCOW"
OCTOBER 14, 15:00—19:00
OCTOBER 15, 10:00—19:00
OCTOBER 16, 10:00—18:00

EXHIBITION "DIGITAL DREAMS"®

To connect is to dream, perpetual new ways of interaction arise in the dawn
of the digital revolution. We are just starting to discover a hybrid world at the
intersection of the material and the immaterial information space. Forecast-
ing the future turns out to be hard but discoveries do not simply appear we
design and construct them. Artists, like innovators are explorers, to create is
to invent and make meaningful connections that express our identity in a new
image of the world.

Art provokes a debate about our future world and generates new
points of view to understand our present reality. Artists create blueprints for
progress and innovation that is responsive to human needs and desires, in an
increasingly complex, interconnected world. Since innovation cannot bloom in 55
isolation, a viable cross-disciplinary dialogue between art, science and tech-
nology can illuminate us how to dream about tomorrow.

At the exhibition “Digital Dreams” while interacting with the projects,
the viewer will find him/herself in the alternative spaces and hybrid worlds,
and will be able to become a part of augmented reality. The territory of the
project is a kind of laboratory, where artists open the way to innovations
through sensual perception. Mariano Sardon turns the trajectory of a human
eye into a visible movement. With «point clouds», Marnix de Nijs reproduces
panoramas of urban landscapes constructed from social media streams.

«Eau de Jardin» by Christa Sommerer and Laurent Mignonneau gives access
to a virtual space, where illusory plants sprout out at the moment a viewer
touches them. In this conventional reality, science overcomes traditional
boundaries, enters the sphere of human interaction and makes innovations
open to understanding.
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CURATORS OF THE EXHIBITION
3

OLGA SHISHKO
Russia

Art historian, curator, teacher, artistic director of the MIFF Media Forum (since 2006), artistic director of the

international symposium “Pro&Contra) (2000, 2011, 2012), curator of the Open School Manege/MediaArtLab.

Since 2013 — deputy director of the innovations in contemporary art at MEA “Manege”. Since 2000 founder
of Center of culture and art MediaArtLab.

ELENA RUMYANTSEVA
Russia

Curator, producer. Since 2006 program director of the MIFF Media Forum, since 2012 head of screen culture
department MEA “Manege”. Exhibition curator: “Golden age of Russian avant-garde” (MEH “Manege”, 2014),
“VIDEO HOLES: | do not know what it is | am» (2012, MEH “Manege”, 2013), screening at the international
festivals: Oslo screen festival (2014, Oslo, Norway), Soft control (2012, Maribor, Slovenia).

BORIS DEBACKERE
Belgium

Artist and researcher, teaches at the LUCA School of Arts. Debackere is currently serving as the director of
V2_Lab, an instigator of artistic projects which interrogate and illuminate contemporary issues in art, sci-
ence, technology, and society. In his art practice the focal point is the interdisciplinary transformations and
mutations of media.

PROJECT TEAM

Exhibition space "Digital Dreams"
3D visualisation: © Dina Karaman

EXHIBITION DESIGN
Dina Karaman

INTERNATIONAL COORDINATOR
Anna Buali

PROJECT PRODUCER
Julia Grachikova

DESIGN
Olga Selivanova

RUSSIAN EDITORS
Ksenia Velikhovskaya, Oksana Androsova

ENGLISH EDITOR
Tobin Auber

TRANSLATION
Elizaveta Yuzhakova
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BORIS DEBACKERE
INVENTION OF IMAGINATION

We are immersed in technology but somehow we hardly understand how all these things came to be. It appears to us
that technology has flung open the doors of a new universe and introduced a world we never dreamed of. However, the
origin of technology is not a separate genealogical tree of events that occurred outside our human imagination. On the
contrary, in constructing a technological world we ultimately formulate a shared dream of ourselves.

Trying to understand the origin of technology in order to steer towards new inventions we look at things like
creativity, science and innovation but analysing the evolution we see the establishment of a highly rational, well-ordered
world, with an illusionary linear vision of progress which seems to extend into infinity.

This development sets us in a reality that embodies an unconscious dream of growth with the risk of taking
a profound hold on our imagination and eventually the course of our innovations. If technology is directing how we per-
ceive, experience and eventually think about the world, we might need to turn back to art as the most prescient side of
human culture. In arts, man shows what he is long before he knows what he is. To approach the technological world as
a cultural dream is an invitation to remember what would otherwise be forgotten on the surface of superficial victories.

! Boris Debackere (Belgium)

Artist and researcher, teaches at the LUCA School of Arts. Debackere is currently serving as the director

of V2_Lab, an instigator of artistic projects which interrogate and illuminate contemporary issues in art,

science, technology, and society. In his art practice the focal point is the interdisciplinary transformations
== and mutations of media.

DMITRY GALKIN
DIGITAL CULTURE: HORIZONS OF ARTIFICIAL LIFE

As early as the 1960s the famous Canadian media theorist Marshall McLuhan referred to contemporary art as an "early
warning system" that can reveal what will happen to us in the future. This somewhat militaristic image of the modern-
ist avant-garde is quite applicable to artistic experiments of the technological art pioneers, who found inspiration in the
advanced science of that era. It was the artists who explored the creative and cultural potential of computer technolo-
gies, which manifested themselves so forcefully in the 1980—90s. It was artists who looked into the substance of
technological innovation resonating at the deepest level of interaction with a human.

Contemporary digital culture owes much to the bold experiments carried out by artists together with scientists
not only in the neutral territories between science and art, but also in their respective premises — laboratories, scien-
tific and art centers, and corporate R&D structures. That was the case with the robotic sculptures of Nicolas Schoffer
and Edward lhnatowicz (in collaboration with Philips engineers), installations by Christa Sommerer and Laurent Mignon-
neau (in collaboration with Japanese and French telecoms) and others. In this regard, a creative melting pot of ideas,
concepts, interdisciplinary work groups, initiatives and projects, emerging in the field of the synergy of art and science,
can easily serve as a model or an invariant of open innovations in full conformity with the ideology of the latter (the art-
ists, however, had no doubt experienced an “open innovations” intuition for quite some time).

However, it should be always remembered that contemporary digital art is not merely an experiment involving
technology; the artist also experiments with meanings, provocations and unconventional viewpoints. Art is a statement.
Often — critical, discomforting and inconvenient. Contemporary art addresses technologies in order to start a cultural
attack in the form of research, creative provocation and critical revelation.

Dmitry Galkin (Russia)

PhD in Philosophy, Associate professor of Institute of Arts and Culture at the
National Research Tomsk State University.
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SCHEME OF THE EXHIBITION "DIGITAL DREAMS’
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SCHEME OF THE GROUND FLOOR

TECHNOPOLIS "MOSCOW"
OCTOBER 14, 15:00—19:00
OCTOBER 15, 10:00—19:00
OCTOBER 16, 10:00—18:00
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OPEN INNOVATIONS
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EXHIBITION
"DIGITAL DREAMS"

A, B, E, F — Entrance to the Forum

PARTICIPANTS OF THE EXHIBITION "DIGITAL DREAMS"

MARNIX DE NIJS
EXPLODED VIEWS 2.0

MARIANO SIGMAN
THE WALL OF GAZES

HU JIEMING
ALTITUDE ZERO

MARIANO SARDON,

#% CHRISTA SOMMERER,

"y LAURENT
MIGNONNEAU
EAU DE JARDIN

@ mlaﬂﬂ ¥ “THE DEATH OF TARELKIN”

T
B

®

PROJECT

MARIA SAKIRKO
IMAGINARY PHOTOGRAPHY
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Producer: Marnix de Nijs, Rotterdam Marnix de Nijs (NL)
Software development: Artm Baguinski, V2_organisation, Rotterdam, NL

Co-producer: V2_organisation, Rotterdam, NL Born in Arnhem, NL. Lives and works in Rot-
Scene-reconstruction: Mate Beljan, Sebastian Koch, Benjamin Liick, Prof. terdam. Marnix de Nijs is a Dutch installation
Dr.-Ing. Michael Goesele, TU Darmstadt, DE artist. As a pioneer of Dutch media art since
Financial support: dKC, Rotterdam, NL; FBKVB/Mondriaan Foundation, Am- the mid-90s, de Nijs makes use of high-con-

sterdam, NL; AFK, Amsterdam Fund for the Arts, NL cept mechanics, software and ever-evolving
technologies to create interactive artworks

" " .. X . X that play with the viewer’s perception of
In "EXPLODED VIEWS 2.0" De Nijs further investigates the representation of image, sound and movement. De Nijs' work

global urban environments and comments on the prominent role the World Wide explores how contemporary technological
Web has assumed in constructing our view of the world and ultimately, on what culture acts upon our senses and continuous-
we perceive as reality. Visitor physically navigates through an audio-visual city ly shapes our modes of perception. To create
landscape built up from 'point clouds'. These "point clouds" are generated from his technologically complex installation, de
online Web 2.0 photo collections like those found in Flickr. The city landscapes Nijs often relies on close collaborations with
X R . . media labs (such as V2_Lab in Rotterdam,
are constructed with an innovative 3D scanning technology that creates a sur- A
. R . R the Netherlands), universities (such as TU
real and drejamllke gtmosphere. The content for 3D city landscape is proylded by Darmstadt, Germany) and highly skilled
users of social media platforms. The work analyses GPS tags of all the pictures developers/engineers. Although focused on
available on photo-sharing community websites and reconstructs the top 400 technology, de Nijs' background as a sculp-
most photographed locations into 3D. The work represents the world according tor is strongly visible in his work, both in the
to the way it is photographically represented on the web. ambitious physical scale of his works and the
Playing with the possibilities offered by the combination of movement craftsmanship he employs to command ma-
and 3D interactive imagery, this installation purposefully places the viewer in an terials. De Nijs’ work has been widely exhib-
intensely absorptive experience. However, what is actually offered contradicts ited at international art institutes, museums

litv of the physical il . ionb diati . d and festivals. His work won the Art Future
the reality of the physical and illustrative perception by mediating a juxtapose Award (Taipei 2000) and received honourable

dreamlike encounter. mentions at the Transmediale award (Berlin
2000), the Vida 5.0 award (Madrid 2002),
and Prix Ars Electronica (Linz 2001 & 2005).
In 2005, he collected the prestigious Dutch
Witteveen & Bos Art and Technology Price
2005, for his entire oeuvre.
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Imagine a circular room, the dado below the wall molding entirely filled with
a plane of water scattered with these plants, transparent screens some-
times green, sometimes mauve. The calm, silent, still waters reflecting the
scattered flowers, the colors evanescent, with delicious nuances

of a dream-like delicacy.

Claude Monet

"EAU DE JARDIN" is an interactive installation that transports visitors into
the imaginary world of virtual water gardens, inspired by Monet’s later "Water
Lilies" paintings and their panoramic setting at the Musée de I'Orangerie in
Paris. The wide horizontal screens immerse the viewers mentally into a virtual
picture of the water garden. When the visitors approach the amphorae, their
presence is recognized by the plants, causing virtual water plants to be drawn
on the large projection screens. The electrical potential differences (voltage)
between the user’s body and the real plants are captured by the plants and
interpreted as electrical signals that determine how the corresponding virtual
3d plants grow on the projection screen.

The virtual pond in "Eau de Jardin" becomes a mirror of the "reality" of
virtuality. Just as Monet succeeded in creating two layers of virtuality by blur-
ring the borders between "real" interpreted plant images and their reflected
image in the water’s surface, "Eau de Jardin" tries to create several layers of
virtuality by blurring the borders between real plants, virtual plants on the
screen and their reflected virtual image in the virtual water’s surface.

"Eau de Jardin" was developed in 2004 for the House of Shiseido in
Ginza, Tokyo.

Christa Sommerer (Austria)
and Laurent Mignonneau
(France)

Christa Sommerer and Laurent Mignon-

neau are internationally renowned media
artists and researchers, they have jointly
created around 20 interactive artworks.
These artworks have been shown in around
200 exhibitions world-wide and are installed
in media museums and media collections
around the world. Mignonneau and Som-
merer's interactive artworks have been called
"epoch making" for developing natural and
intuitive interfaces and for often applying
scientific principles such as artificial life,
complexity and generative systems to their
innovative interface designs. They have won
mayor international media awards, among
others the "Golden Nica" Prix Ars Electronica
Award for Interactive Art 1994 (Linz, Austria).
They have worked as researchers and profes-
sors at ATR Research Labs in Kyoto Japan
and at IAMAS in Ogaki Japan for 10 years
and are currently heading the department
for Interface Cultures at the University of Art
and Design in Linz Austria which specializes
on interactive art, interactive media and
interface design.




"THE WALL OF GAZES" is a six screens installation in which visitors can see
how portrait images are built in time by the gazes of many people together.

The gaze movements were captured by an eye tracker device with the
participation of people doing an eye tracker experiment at the Neuroscience
Laboratory in Buenos Aires. Participants were sat in front of a portrait image
displayed in front of them during 8 sec. and the eye tracker device recorded the
movement of their eyes around the face image.

All the paths of gazes were superimposed for each portrait and a HD
video is generated reproducing all at the same time.

"The wall of Gazes" aims to engage people with those parts of the face
that are really seen and those parts that remains "unseen” while attention is
focused elsewhere on the portrait; it appeals to the root of knowledge of others,
their face, its manner and appearance into us.

Mariano Sardon (Argentina)

Artist. He was born in Bahia Blanca city.
Professor and chair of the Electronic Art
Degree at the Universidad Nacional de Tres
de Febrero. Buenos Aires and chair of the
Art — Science Museum of the Universidad
Nacional de Tres de Febrero. Buenos Aires.
He was academic advisor from 2004 to 2013
of the Interactive Art Program at Espacio
Fundacién Telefénica Argentina and was
consultant for the Fondation Daniel Langlois
Art-Science and Technology Program, Mon-
treal, Canada. Due to his scientific studies he
worked sometimes at the intersection of art
and science disciplines involving generative,
interactive technologies and certain scientific
paradigms and processes. Now he develops
some works and researches at the Neurosci-
ence and Art intersection collaborating with
the neuroscientist Mariano Sigman of the
Neuroscience Laboratory at the University
Tocuato Di Tella in Buenos Aires.

Mariano Sigman (Argentina)

Born in Buenos Aires. His research is in per-
ception, decision making and consciousness.
His works comprehend scientific divulgation
as well as Art in collaboration with the artist
Mariano Sardén. Head and founder of the
Neuroscience Laboratory (2006) at the Uni-
versity Torcuato Di Tella, Buenos Aires.




The installation consists of several monitors camouflaged as cabin windows.
The video images show ocean waters, drifting materials such as abandoned
and polluted objects, symbolizing detachment and alienation from mainstream
cultural domains. The objects drift between sea bottom and sea level creating

a sense of movement and instability. The drifting materials remind us of the
remnants of different cultures and times. Sometimes they clash against the
windows, and float away at other times, resonating between the viewers and
the objects. Video images are activated according to the audience presence and
movement via sensors.

Hu Jieming (China)

Hu Jieming is one of the pioneering artists

of digital media and video installation art in
today’s China. One of his main focuses is the
simultaneity of the old and the new: A theme
he constantly comments upon and questions
in a variety of media ranging from photogra-
phy, video works, digital interactive technol-
ogy, and architectural juxtapositions with
musical comments.

Hu Jieming was born in 1957 in Shanghai. He
graduated from the Fine Art Department of
the Shanghai Light Industry College in 1984.
Today he lives and works in Shanghai. Hu
Jieming has exhibited widely. Recent shows
include The Thirteen: Chinese Video Art Now,
P. S.1, Center for Contemporary Art, Long
Island City, NY, USA (2006), Between Past
and Future: New Photography and Video from
China at Museum for Contemporary Art and
the Smart Museum of Art, Chicago: Seattle
Art Museum; the Santa Barbara Museum;
V&A, London, and Haus der kulturen der Welt,
Berlin (2006/2005), Zooming into Focus,
National Art Museum Beijing, Beijing (2005),
In their 40’s, ShanghART Gallery H-Space,
Shanghai (2005), and Techniques of the
Visible, 5! Shanghai Biennale, Shanghai Art
Museum, Shanghai (2004).
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Photography appears at the moment of interaction between a photographer
and the surrounding reality, its reinterpretation. Photography relates to real-
ity but does not constitute its part, on the contrary, it grasps reality, arises
from it, but, being transformed by the photographer’s gaze, it goes beyond its
boundaries and overcomes reality. At this very moment an imaginary space of
photography emerges.

What is an imaginary space and what is reality? In what context can
we discuss them and comprehend them? For me, these questions are related
to the mathematical context, and a connection between photography and
mathematics reveals itself through them. In the world of math there are
imaginary numbers that are not used in real life. They were created to solve
mathematical tasks, and the space of these numbers was entirely designed
by mathematicians. In this space it is possible to solve any equation, and the
basis of the “construction” is an assumption that we are able to go beyond the
boundaries of the real axis, to overcome it. In math it is possible to see the so-
called imaginary numbers, but can we see the imaginary in photography?

Maria Sakirko places photography into this infinite imaginary space
and connect two layers — the visual and the mathematical — inviting the
spectator to enter another reality through this connection.

Maria Sakirko (Russia)

Artist. Born in Moscow.

Maria graduated from the Department of
Mechanics and Mathematics at Moscow
State University, and currently is a student at
the Open School Manege/MediaArtLab and
PhotoDepartament Institute. She partici-
pated in numerous exhibitions including the
ones within parallel programs of Manifesta
10 and Moscow Photo Biennale, as well

as the New Media Night festival (Nikola-
Lenivets) and Young Photography project. In
her works Maria employs and explores the
possibilities of photography as an artistic
media. Her concern is to find new links and
connections for describing our everyday life.
In the “Imaginary photography” project Maria
refers to her mathematical background and
builds a connection between photography
and mathematics, which helps her compre-
hend her own transition from science to art.




Interactive installation "THE DEATH OF TARELKIN" was created as an
extension of the same-name performance premiered on 26—27% of June

in Moscow and 10% of July in Saint Petersburg and became of the brightest
events in theater sphere in two capitals. The project refreshes classical play
by Alexandre Sukhov-Kobilin and transforms the original into mocumentary
play based on sensational affair with Edward Snowden. Installation continues
to investigate illusion opportunities of human body and brain, human identity
in the frame of disrupted space and time. At the same time critical issues of
contemporary society lay in the basis of it, especially the issues of personal
data protection and search for the balance between governmental safety and
personal boarders of privacy.

Evgeniya Dolinina, Vera
Konyashova, Roman Kutnov,
Alexander Leshchev, Gleb
Nechyaev, Marina Ragozina,
Maria Sokol, Vladislav
Sheshalevich. With
participation of

Sergey Ogirya (Russia)

Students of the Open School Manege/Medi-
aArtLab and a Russian-Belgian artist Alex-
andra Dementyeva teamed up for creating

a multimedia mockumentary performance
"The Death of Tarelkin" in 2014. Open school
MANEGE/MediaArtLab is a kind of labora-
tory, flexible structure, which comprises
intensive theoretical and practical work with
up-to-date ideas, issues, and projects in the
field of modern media culture. In the frame
of the project students create a group to
develop united interdisciplinary art work. The
authors are interested in problems of con-
temporary digital space, information flows
and overloads, questions on the admissibility
of ubiquitous secret surveillance, and the bal-
ance between personal data protection and
national security.
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